The holes were pierced usually through the main surface of the figures, but occasionally also sideways (nos. 4-6, 15) or obliquely (nos. 8, 11, 12). Their purpose was to allow the broken parts to be tied together, presumably with twine or leather thongs.4 The latter would perhaps have been saturated with water, which would have caused them to shrink as they dried, thus tightening the bond.5 It seems unlikely that metal clamps or wire would have been regularly used since there are no traces of metal, metal stains, or, with the possible exception of no. 17,6 grooves that might have been worn in the stone by metal fastenings. Moreover, in thirteen of the twenty-five examples7 the part that was originally reattached has failed to survive to the present, a fact which suggests that the material used to tie the pieces together was organic, its effectiveness relatively short-lived.
The earliest mending holes are often conspicuously large and obviously positioned (e.g., no. 3; Figure 3 ). They were made with a tapered, roughly pointed, hand-rotated borer-probably of flint or Naxian emery but possibly of obsidian-which, when used from one direction only on a piece of marble of some thickness, left a distinctly conical path.8 Thus the diameter of the hole is considerably greater on the side from which the perforation was begun than on the other. This is clearly observable on the Plastiras-type figure in the Metropolitan Museum (no. 4; Figures 4, 5). Here repair holes exist above and below a break at the right knee; they were made through the side of the leg, presumably because this is wider than the front and back. The hole above the break had necessarily to be bored from the outside since hand and tool could not have been fitted between the legs in order to bore from the other direction. Thus, on a right profile view of the figure a large hole is seen above the break, while the corresponding hole in the calf, which could be and was bored from the inside, is much smaller (Figure 6 ).
Where it was feasible, however, the usual practice was to bore the hole from both directions, giving its passage a distinctly "biconical" or hourglass shape.9 4. This is the oldest and most widespread method of repairing stone objects as well as pottery in prehistoric times. Some examples are given in the appendix. 8. I have experimented with Melian obsidian on a small Cycladic marble beach pebble. Although the bits of obsidian broke easily and needed frequent replacement, I was able to pierce the pebble without too much effort. (The addition of sand or ground obsidian as an abrasive agent would have made the task easier and less time-consuming.) Although the obsidian pieces were irregularly shaped, the perforation that resulted was not. The diameter of the hole in such cases is always larger than that of the implement used to make it owing to the "wobble" effect which is more pronounced at the top of the perforation, thus giving it a conical configuration. The "wobble" effect is much greater in the case of a hole made with a borer twisted back and forth by hand in semirotary fashion than one made with a bow or palm drill capable of complete revolutions. See Gwinnett and Gorelick.
9. I use "biconical" here in the sense of two cones set apex to apex rather than base to base, as the term is strictly defined. '7
case the surface diameters of the perforations are slightly greater on the back than on the front, and the upper hole is smaller and more carefully executed than the lower one," possibly to avoid damaging the chin. Both holes were made with the usual borer twisted in semirotary fashion rather than with a rotary drill.'2 Indeed, the boring tool seems to have been the favorite implement of these early sculptors, one which they used freely for many details including eye sockets, ears, sternum notch, navel, buttock dimples, and elbow perforations.13 They also used the borer to perforate the suspension lugs of their many marble vessels (collared jars, beakers, and bowls) as well as the corners of their marble palettes (Figures 25, 26 ).14 On these, too, the holes were bored from both directions in order to minimize their size and also, in the case of the lugs, to make the opening on each side more or less uniform.
As time went on, it appears that the boring tool was improved upon. the left leg (now missing) was once reattached at the knee (no. 15; Figures 37, 38) . The cylindrical path of the hole drilled through the side of the leg above the break is clearly visible because the front surface at this point has broken away, exposing the channel of the perforation to view. In the name-grave of the Louros-type figures, dated to the transitional phase, both a statuette (no. 12)-one of seven found standing together in a niche-and a marble bowl with repair holes were found.'6 The figure had had its right leg rejoined at the knee, as shown by the small holes pierced roughly diagonally through the leg,'7 while the bowl, which was broken in half, had been similarly mended;18 it has three pairs of small, carefully drilled holes evenly spaced along the break. A similar bowl with two pairs of repair holes-biconical ones, however-is illustrated in Figure 21. See note 6. The early Spedos-variety figure from Aghios Kosmas, no. 17, has a single superficial groove running up from the small repair hole in its chest both in front and in back. It is difficult to tell if these grooves were made deliberately or if they were worn in the stone by the string or wire used to tie the head/ neck to the body.
22. Exactly how the three holes were utilized is unclear. I was unable to fasten the head/neck onto the body effectively with a leather thong, perhaps because the thong was not fine enough to pass through each hole more than once. Also, the hole in the neck is positioned quite far above the break (and therefore far from the shoulder holes), which adds to the difficulty of tying the parts together securely. 23. By this time, too, the horizontally pierced, vertical suspension lug had gone out of use on stone vases and new shapes were replacing the old ones. In the EC II period the tubular lug (based on earlier models in clay) makes its appearance on a series of covered containers or pyxides (ACC, nos. 338, 344-348, 361, 362). These lugs are often found in pairs on cylindrical vessels-one on the body, one on the lid-where they were designed to secure the latter by means probably of a wooden pin inserted into aligned vertical perforations in each pair, in much the same way as dowels were used to join the broken parts of a figure. Like the dowel holes, the perforations in these EC II lugs were roughly cylindrical in shape and were no doubt made with the same tool. Another type of vertically perforated lug is seen on an EC II spherical pyxis of marble on loan to the Metropolitan Museum (L. 1974.77.1). This is the horizontal ledge lug which in this case is pierced with two small cylindrical holes.
24. In each of these examples one part is now missing, with the result that the dowel hole in the surviving portion is exposed to view. There may well be cases in which the broken part survived with the rest of the figure, only to be reattached in modern times with an adhesive, or even with metal pins, thereby Spedos-variety figure in the Erlenmeyer collection, shows a further refinement: the break-sites were first evened off and smoothed in order to improve thejoin (no. 18; Figures 43, 44) .
From the point of view of stability dowels must have been superior to the perforation technique, and a good deal safer, especially for reattachment of small parts such as feet. Yet the old method continued in use. One cannot help wondering if some sculptors at least found their highly visible repair holes and ties to be decorative.
Another quite visible method of making a rigid restoration may be seen on the later of the two Bache Bequest pieces in the Metropolitan Museum (no. 21; Figures 45-48 ). This unusual Chalandriani-variety statuette,25 which was carved near the end of the period of production of Cycladic sculpture in the Early Bronze Age, is unique in the manner in which its head (now lost) was once refastened to the neck by means of lead attachments. These were applied to both sides of the neck, each one straddling the break. The lead pieces, portions of which are preserved in situ, were held in place by being partially inserted into channels cut in the marble, much like the clamps used in classical Greek architecture to join two blocks of marble. The channels, in the form of a broad groove with a roughly circular termination, presumably continued on the other side of the break, ending in a similar fashion on the sides of the head (Figure 49) .
With the exception of this figure, the use of lead as an Early Bronze Age mending agent is confined to riveting on damaged pottery.26 It is found once again, however, on a fragmentary Late Bronze Age cruciform figurine of marble from the excavations at Ayia Irini on Keos.27 In a curious way this piece seems to combine all three of the Early Bronze Age techniques I have described: it has a dowel hole drilled into the site where the "arm" (now missing) broke off, another hole drilled through the front surface to meet the dowel hole, and a lead plug filling this second hole.
In addition to the sculptures which were restored by the methods just described, there are two Spedosvariety works not included in the census that I believe suffered serious damage and were rendered serviceable without a reattachment of the broken part. In effect, they appear to have been reworked rather than repaired. The first is a large figure in the Goulandris collection (Figures 52, 53) Figures 54, 55) . The second piece that shows evidence of reworking is also in the Goulandris collection (Figures 56,  57 This is not to imply that the mended objects were the only ones that broke before they were buried. On Another characteristic feature of the Plastiras-type figures is the complete separation of the legs from the crotch, with knees and ankles often carefully modeled and reduced in thickness. Much work was required in the process and the results were quite fragile, as shown by the number of leg repairs that ensued (nos. 4-9). Sometime toward the end of the transitional phase, presumably, figures began to be made which were sturdier and more compact than the Plastiras ones, and less extreme in their proportions. Considerable attention was still paid to individual forms and to details, but already we see this as a diminishing concern. To reduce the risk of fracture, the legs were now carved separately for only about half their length, roughly from the knees downward (e.g., nos. 12-16).
This measure did not, however, sufficiently decrease the degree of fragility of the sculptures (nos. [12] [13] [14] [15] or the amount of labor required, and soon a further attempt was made to strengthen the legs at vulnerable points: they were now carved as a single unit, separated only by a broad, deep cleft which was perforated between the knees and ankles (e.g., nos. 17, 18). At first the perforation of the leg-cleft was often quite long; later it tended to be shorter. At this point repairs at the knee seem no longer to have been needed.
Somewhat later in the EC II period most sculptors cautiously chose not to perforate the leg-cleft (e.g., no. 19). The Goulandris Master, for example, an extremely prolific sculptor of late Spedos-variety figures, apparently never perforated the marble membrane between the calves.40 Another major sculptor, the Bastis Master, from whose hand we have only a few works, took the same precautionary measure on at least one piece. This is a small, stocky figure which I believe he carved early in his career (Figures 58, 59) . His "later" works, however, including his name-piece in the Metropolitan Museum (Figures 60, 61) The maximum thickness of the Bastis Master's small, early figure is about 3.25 centimeters, whereas that of his name-piece, a late or mature work, is 5.48 centimeters. Yet, although actually thinner than the larger figure, the smaller one has a maximum thickness which is 14 percent of its length, as compared to 8.6 percent for the other. As a result, the smaller image has a rather thick, stocky appearance when viewed in profile. This 27 l'-i is in distinct contrast to the profile of the Metropolitan Museum figure, whose relative narrowness adds significantly to its elegant appearance. In order to achieve a similar effect with the smaller piece, the sculptor would have had to reduce its thickness drastically, a step he might have regretted.52
In addition to the refinements in structure and mass made possible by increased size, the treatment of details was also facilitated. It is clear, for example, that it would have been impossible for the Bastis Master to incise fingers neatly (and in the correct number) on his smaller figure. There was simply not enough space. It was possible to do so on the larger work because the space allowed for each arm is just slightly greater than the minimum of 1 centimeter needed for this purpose. Because of this requirement, it is rare for folded-arm figures with a length of less than 40 centimeters to be embellished with fingers.53
Surely the most difficult of all Cycladic sculptures to carve were the special occupational types, particularly the harp players, whose fragile instruments have extremely narrow frames carved in the round. These compositions tend also to be quite small, a fact which must have added to the hazards involved in their manufacture as well as in their survival. Not one of the harpers was found intact; in fact, only two-the two largest, incidentally-have all their parts preserved. One of these is the Metropolitan Museum harper, whose instrument, presumably at some point following burial of the work, broke into three pieces.54
It seems a logical supposition that both large-scale and more complex works were fashioned by sculptors who first mastered their craft and polished their skills mended works, we may nevertheless speculate that by the time sculptors were ready to carve large figures and virtuoso pieces with their special risks and difficulties, they had become masters at preventing fractures during the actual process of manufacture. It is probably no coincidence that really large figures and special ones, too, were as a rule not even attempted until the craft itself had progressed to the point where most of the measures to reduce the risk of fracture mentioned above had been taken, and repairs were needed only rarely even on small pieces. By making standard figures recline and by furnishing special figures with bases, if they were meant to stand, or with stools or chairs, if they were meant to be seated, these highly skilled sculptors may also have been able to forestall damage to their work once it had left their hands.
